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Abstract 
Ren Wen Dong 
PhD. Thesis, 2006 
The Application of Traditional Chinese Aesthetic Principles to 
Contemporary International Design. 
This is a submission by publication consisting of 13 major design 
projects and an accompanying research report. 
China is undergoing phenomenal economic growth that is having a 
major impact on the social and cultural development of the Republic. 
Accompanying the growth is an unprecedented urbanisation of the 
population and expansion of the cities. This has meant an explosion in 
the building industries. At the same time China is moving towards the 
central position in the global economy that also has huge cultural 
implications. This is the context in which I have pursued my 
professional practice as an interior and architectural designer. Some of 
the questions I have been attempting to address through my practice 
arise directly out of this context. 
In the fast expansion of the field of interior design that has accompanied 
this growth it is vital that Chinese designers are aware of the cultural 
context of their work. Is it possible for Chinese designers working in the 
developing international context of contemporary design projects in 
China to make a unique contribution to the field that is specifically 
Chinese? 
This presentation of my practice will provide a cohesive argument for an 
approach to design in the international arena that remains specific to 
the cultural and temporal context of its origins. I will specifically 
demonstrate solutions I have found to the application of ancient 
Chinese aesthetic principles to contemporary international design 
problems. 
As practice-based research I have given much thought to the 
methodologies I have employed. I will provide a detailed outline of these 
'action' research methodologies and definitions of the types of 
knowledge employed in the following report. The visual evidence is also 
accompanied by descriptions of the projects including the briefs, design 
solutions and specific Chinese characteristics. 
The presentation of my practice in this form provides evidence of the 
ways in which cultural specificity can be maintained within the 
international design arena and makes a meaningful contribution to 
debates and knowledge in the area of cultural diversity and design. 
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1. Introduction 
This is a PhD research submission by published work. Thirteen projects have 
been selected from a period of eleven years (1994-2005). Virtually all projects 
have been completed and currently in the public use. As an interior designer, I 
have embarked upon designing interior schemes, working with other 
professionals such as architects, builders, planners, craftsman etc. In the 
majority of the projects, I arrived at a stage where I was able to make 
substantial contribution to the outcome of the created environment. 
The rapid development of the Chinese economy and its emergence as a 
global economic leader has lead to an unprecedented building boom in 
Chinese cities. China has a long history in large scale spectacular building 
and planning projects, from the Great Wall to Tiananmen Square and the 
current boom has been no exception. Cities are competing with one another 
to construct the most extravagant buildings in terms of scale and design. 
Many of the most prestigious projects have been designed by leading 
international architects such as Pierre de Meuron and Jacques Herzog 
(Swiss), Hem Koolhaas (American), Zaha Hadid (British), Paul Andreu 
(French) and others. This is a reflection of china's desire to put itself into the 
global arena in design and the need for the cities to 'look international'. This 
has happened in most developed and developing countries but not on the 
same scale or at such a pace. 
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The international styles are also being promoted in interior design, from the 
commissioning of well known Western designers, the increasing sales of 
international style and design magazines to the opening of Ikea stores. It 
should be noted that the term 'international' when applied to art and design 
nearly always means European and American. 
As a practicing designer my career has spanned this period of extraordinary 
development in china. I have been concerned, through my own practice, in 
developing a culturally specific or indigenous approach that combines 
international/western styles with a more distinctly Chinese sensibility. In the 
majority of the projects I have developed over the past decade it has been 
implicitly or explicitly clear that they are intended for international as well as 
local audiences. I have therefore been developing an approach that uses 
underlying traditional Chinese design principles and philosophies with current 
international ideas, materials and methods. My approach does not regard 
design ideas and 'styles' as things that can be imported and exported but as 
dynamic, fluid forces operating in a field in which very different cultures can 
genuinely interact. This is how individual, indigenous designers can operate in 
an international arena without succumbing to the heterogeneous and 
homogenising tendencies of globalization. 
My work has been extending the ancient Chinese dualistic prinCiples of 
Heaven and the Human (comparable with the ancient western dyad of 
Apollonian and Dionysian principles) particularly in the sphere of harmonizing 
(, 
interior and exterior spaces. 1 have also used these principles in my approach 
to 'harmonising' international and local concepts of space and design. 
Through the submission of my work for Doctorate by publication I aim to 
synthesise the entire body of work I have produced over the past decade into 
a cohesive and persuasive argument for an approach to design in the 
international arena that remains specific to the cultural and temporal context 
of its origins. I will specifically demonstrate solutions I have found to the 
application of ancient Chinese aesthetic principles to contemporary 
international design problems. The work is collected in a single illustrated 
thesis, together with a detailed explanation of the research methodologies that 
have been employed. This thesis forms the basis of a monograph I intend to 
publish after the completion of my doctorate. 
Through this proposed PhD I intend to make a contribution to the design field 
involved in large scale international projects that aim to remain culturally 
specific to their country of origin. I also propose that this study will be a 
significant and helpful contribution to designers who are attempting high 
visibility design projects for global audiences who also wish to reinforce the 
ideas of cultural diversity. 
An important aspect of this project is its contribution to pedagogical 
developments in Art and Design in China. A significant proportion of young 
Chinese designers have been partly or mainly trained in the West. Through 
partnerships with Western Universities (in the case of my own institution. with 
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the University of Luton) it will become increasingly pertinent to Art and Design 
education in China to foster academic collaboration including teaching and 
learning issues and research projects. I am to contribute to the development 
of 'two way traffic' between Chinese and Western approaches to art and 
design practice and education. 
In section 1, I introduce an overview of Chinese artistic development and 
progress and speculate as to the next stage of that development, followed by 
a designated section exploring my practice in the context of research methods, 
providing assessment and analysis to action research and notions of intuitive 
knowledge. In order to assess the work, I will also introduce project 
descriptions and comprehensive illustrations of each project. The illustrations 
will provide clarity as to the process in which they were made. A conclusion 
will be drawn based on my experience as a designer and practitioner, during 
the designing of the projects, in addition I will summarise the content of the 
submission and offer an outline of further work for others. 
1.1 Contemporary Interior Design in China: brief stages of development 
Internationally, Interior Design, as a specific discipline and profession, has a 
much shorter history than other design subjects, such as Architecture and 
Civil Planning. For many years, Interior Design has been striving to identify its 
future direction of development. Along with Europe, North America and other 
countries/regions in Asia, Chinese interior design is facing the same challenge, 
although it has a rather different cultural and economical background. 
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With five thousand years of cultural history, China presents plenty of excellent 
interior designs in its classical architectures. Although 1959 is always 
regarded as the starting point of Chinese contemporary interior design it only 
truly emerged between the late 1970s and early 1980s, after the social turmoil 
and economic stagnation of the Cultural Revolution. 
The development of interior design in China has grown along side its 
economy and at a similar pace. China, such a enormous and exceptional 
country, is facing questions that need to be addressed by all design 
professionals: how can it contribute to international developments in design 
while maintaining its cultural specificity derived from its long and unique 
history, and how can it learn from other advanced design cultures, such as 
European and American without mimicking 'western styles'. 
The work I will present, produced over the past eleven years has coincided 
with an acceleration of China's internationalisation, and the above questions 
have informed the direction of my work in this period. Through my reflective 
practice I have been able to address these questions and make a contribution 
to international Chinese interior design and its debates. 
This essay will follow a line of time, systematically introduCing the experience 
and lessons that Chinese Interior Design gained at each stage of 
dfwelopment, and then drawing a conclusion of the four stages that it 
develops through. analysing the development status/position of the 
11 
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contemporary Chinese Interior design. It will also demonstrate the 
stages/rules of the development through design works (including the author's • 
own design projects), in order to point out the direction of development for 
Chinese Interior Design in the future. 
1.1.1 Historical background I 
Ancient China venerates and applies the design philosophy of "amalgamation Iof heaven and human" in its traditional architectures, emphasizing the 
amalgamation of nature and the human, for instance, designing and 
decorating the interior and the exterior (architectures and landscape) 
simultaneously and integratively. 
Regarded as the first generation of Chinese Architects, Yang Tinbao, Liang 
Sicheng, Zhao Cheng and some others went to America between 1923-1928 
and started systematic studies in Architectural design theories and skills in the 
western world. They were strongly influenced by the eclectic combination of 1 
contemporary Bauhaus and Classical styles that were the dominant 
approaches in American design at the time. 
The early generation of Chinese Architects became active in China in the 
1 930s after their studies in the University of Pennsylvania, USA. They 
introduced modern western design elements, influenced by Bauhaus, Art 
Deco and the uses of new building materials and methods of steel and 
concrete constructions. 
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More young Chinese architects started returning to China after studying in 
Europe or America. At that time there was no such subject as Interior Design 
in Chinese university curricula. Most of the interior design jobs were simply 
done by Architects. Artists usually participated in texture and detailed 
decoration design and embellishing jobs. 
In 1949, the department of Architecture was founded in Shanghai Tongji 
University. Most of its academic staff had study experience in Europe. From 
then on, Chinese Architecture gradually followed the road of multiplex 
development, dually influenced by America and Europe. 
Between 1950 and 1953, three architects Pan Changhou, Xi Xiaopeng and 
Luo Wuyi were responsible for design projects for some Central Government 
Leaders' residences located near the Yu Quan Hill of Beijing, which included 
the Architecture design and interior, furniture and lighting designs. Later, 
another architect Dai Nianci was invited to be in charge of the design project 
for Beijing Hotel, and Xi Xiaopeng designed all the decorative details, lighting 
and furniture inside. In that project, Xi started paying attention to the 
application and presentation of folk style and elements in interior decoration 
design. 
However, Chinese contemporary interior design as we know it today 
commenced from 1959, when Beijing began intensive reparation work by the 
ten r>.t fafcJS architects. During that period, although Chinese Interior 
Design was heavily influenced by Soviet Union decorative styles, the 
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reparation work emphasized Chinese styles and skills because of political 
reasons. 
One thing worth mentioning here is that, during the preparation for the 
construction of People's Committee Hall, Zhou Enlai, the then Prime Minister, 
issued his permission to the Central Academy of Fine Art (CAFA) to found the 
first subject in Architecture Decoration in the nation. 
In the 1960s, Chinese Interior Design mainly served the Nation's key 
construction projects, such as national political constructions, overseas 
embassies, hotels for the nation's guests. 
Unfortunately, the Culture Revolution, which started from 1966, forced most of 
the art and design activities including interior design to enter a stage of 
standstill for ten years. 
In 1978, China started implementing its Reform and Open Policy, which 
provided Chinese Interior Design a good opportunity for recovery. After the 
Culture Revolution, CAFA sent Uu Guanzhong to Germany, Wang Mingzhi 
and Zhang Yiman to Japan for new knowledge. 
During the 1980s Chinese Interior Design became a new and lively design 
industry available to the public. There was a tendency towards domestic 
construction projects that brought interior design into public consciousness. 
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Chinese interior design in 1990s entered into a "time of opportunity", similar to 
that experienced in America immediately after World War 2. It was mainly 
thanks to the relative political and economic stability in the region and 
internationally. There was a rapid development of the Chinese economy (GDP 
increasing at a rate over 8%). Interior Design closely linked with the 
Architecture and the building industry and the building boom grew and thrived. 
With the huge increase in the exchange of knowledge with the rest of the 
World after the start of the Reform and Open Policy, Chinese Interior Design 
turned successfully from "creating at home" to "creating in the world". At this 
stage, designers in Hong Kong and Taiwan benefited the most. Meanwhile 
Chinese Education in Interior Design started another round of ''taking in", 
when a number of Chinese scholars and young students were either viSiting 
or studying overseas. The so-called "Study abroad Hot" not only spurred the 
development of Chinese Education in Interior Design, but also bringing in 
many good design ideas and skills from European and American countries. 
Since 2000 
In the new millennium China welcomed the first wave of "returning overseas 
students". A large number of Chinese students who studied abroad came 
back to the country one after another after their graduation. Besides bringing 
new design ideas and skills, they also raised Chinese designers' concerns 
and worries about the consequences of "full-range taking in" or absorption of 
Western ideas and styles into Chinese Interior Design. 
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China's success in winning the competition to host the 2008 Olympic games 
seems to have become a strong driving force, encouraging foreign designers, 
who have already targeted China to jump into its design market. For instance, 
Sweden designer's Nest-shaped Olympic main stadium, Cuhas's new station 
building for the Central China TV (CCTV), French designer's National Grand 
Theatre, etc. However, Chinese scholars, led by Professor Peng Peigen of 
Tsinghua University, started calling for the public's attention to problems in 
projects such as the National Grand Theatre. 
From the above stage-by-stage analysis, it is natural for us to see that: 
1. Due to the strict formal limitations of traditional designs and techniques 
accumulated over thousands of years, it is inevitable that traditional 
approaches had become irremovably engraved in Chinese designers' minds. 
At the beginning of the 20th Century when modernism was in full swing in the 
West and Contemporary Interior Design was born, Chinese designers, even 
including those who studied abroad, always insisted on following the 
traditional approaches to design. 
The best examples were the ten buildings renovated in 1959, in which there 
was a very serious attempt to express the Chinese traditional styles. 
2. The Reform and Open Policy in the 1980s widely encouraged Chinese 
people's desire to visit and study abroad. There was an exaggerated curiosity 
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towards the exotic "outside World", that lead to much superficial mimicking of 
'Western style' design. 
3. After this initial reaction Chinese designers started reviewing their 
approaches and thinking more deeply and critically about the implications of 
this wholesale absorption of Western design styles. They began to raise 
questions concerning contemporary design; why is foreign design the way it is? 
Do these approaches to design suit us? Where has Chinese design gone? 
4. Having learned and grasped advanced design ideas and skills, through 
critical reappraisal, Chinese designers will need to review their design 
activities carefully, and understand Chinese traditional design ideas from 
different angles. Only by doing this, will they be able to realize the immense 
future possibilities of the nation's changing culture, and fulfil their ambitions to 
produce world class design that remains faithful to its cultural origins and 
specificity. 
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From my point of view, the development of Chinese Contemporary Interior 
Design could be divided into the following stages or periods. 
Period Stage Main Feature Contents 
1920- 1 Accumulation Sticking to traditions 
1980 
1980- 2 Taking in Learning from or even copying America 
2000 and Europe 
2000 3 Reviewing Gradually realising the importance of 
indigenous culture combined with a critical 
reappraisal of 'international' styles. 
4 developing 	 Integration of traditional culture into new 
international approaches and the 
development of unique design languages. 
Chinese Interior Design now is developing between late stage 2 and early 
stage 3. 
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2. Methods and Context 
This section provides an overview of the methods employed in conducting the 
research. This is a submission of PhD through published work. Included in 
this submission are 13 projects that I have undertaken since 1994. The 
purpose of this section of the submission is to articulate the relationships 
between the projects and provide an account of the methods I have used 
during the design process and production. The research methods are not 
intended to be exhaustive but show the steps, thinking and processes that 
enabled the work to be made. My approach will be to attempt to describe and 
provide a model of not only how to acquire knowledge through practice 
(illustrated visually in a comprehensive way), but also how we may, through 
design practice identify actions associated with tacit knowledge and what this 
might mean for practitioners. In any design discipline, the articulation of 
design ideas more often than not is manifested in visual material. The 
processes I use for my design work will be explored at a later stage. This is 
necessary in order to examine aspects of actions of the research associated 
with the cyclic sequences of practice. 
Art and design have for centuries applied significant aspects of tacit 
knowledge, and become a fundamental part of its practice. This type of 
knowing is based on the notion of practice and reflection and the way we 
learn. Tacit knowledge has up until recent years remained unproven as a valid 
component within the knowledge base, and often viewed as not reliable 
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evidence for valid research. The challenge for artists and designers and 
indeed other practitioners is how to formulate knowledge that has been 
acquired tacitly into an explicit knowledge, and how to make it contribute to a 
valid research argument. Interior design is relatively a new area as an 
exclusive discipline. It has been considered in the past as a part of 
architecture. In many ways, interior design has emerged as a new profession, 
considering the aesthetics and function simultaneously, and how the 
individual interact and experience the environment. It is useful at this stage to 
briefly define tacit knowledge in order for me to be able to examine the types 
of knowing against what takes place in my studio-based creative practice, 
also in turn to identify ways of articulating the practice of interior design in the 
context of an epistemological paradigm. 
I will give a description of the methodologies ! have used and the ways in 
which I have consistently approached my professional practice as research. 
Dahlbom and Math iassen 1999 argue, "We have no idea how we do a lot of 
the things that we know how to do. Among those are the very fast feats of 
perception, recognition, attention, information retrieval, and motor control. 
We know how to see and smell, how to recognise a friend's face, how to 
concentrate on a mark on the wall ... these are definitely tacit competencies. 
If there are rules involved, we have no idea what they might be" ( Dahlbom 
and Mathiassen 1999: 33). 
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Scientist and Philosopher Michael Polanyi 1967 describes tacit knowledge as 
that"which is used by all people but not necessarily able to be easily 
articulated". Polanyi also describes tacit knowledge as "personal, rooted in 
action, with commitment and involvement in a specific context. It consists of 
paradigms, viewpoints, beliefs, and concrete know-how, such as crafts and 
skills." 
American government publication (www.cs.state.ny.us) describes tacit 
knowledge as "a knowledge that people carry in their minds and is, 
therefore, difficult to access. Often, people are not aware of the knowledge 
they possess or how it can be valuable to others. Tacit knowledge is 
considered more valuable because it provides context for people, places, 
ideas, and experiences. Effective transfer of tacit knowledge generally 
requires extensive personal contact and trust." 
If we are to take Polanyi's point described above that tacit knowledge is 
rooted in action and more specifically associated with crafts and skills, it is 
more appropriate in the context of this research to regard Polanyi's idea as 
central to my creative practice. 
The next section will identify the relationship between different ways of 
acquiring knowledge. 
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2.1 Modes of Knowing 
This section presents an overview of different ways I have experienced 
knowledge. I will be examining types of knowledge and their validity, ways in 
which I would articulate my work as identified within my practice, methods and 
ways of teaching and passing on that type of tacit knowledge, and I will 
provide examples of my work to demonstrate the relationship and differences 
between three types of knowledge associated with my practice. 
2.1.1 knowing through experience 
Knowing through experience is often part of the interaction between the 
designer and ideas. In my practice, and throughout most of the submitted 
work, I have to work with different groups of professionals. In addition to the 
brief supplied by the client, the brief is often intended to supply information 
and basic ideas and design problems. 
For example, in project 4.3 Dalian Port Management Bureau, the brief was to 
use an existing building that is an historic construction that was built during 
the Japanese occupation of Dalian. The brief was to redesign the interior of 
that building and change its function to be used by the Dalian Port 
Management Bureau, while at the same time maintaining the original 
characteristics of the building. The client wished to bring it up to date 
aesthetically. In this case, the area of validity can only be acquired through my 
experience as a designer by undertaking design solutions consistent with the 
20 
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brief. This has limited my options and partly limited the process. I had to take 
an enormous number of photographs of specific elements from both the 
interior and exterior of the building. Those photographs have become a visual 
resource both for my inspiration and design solution. 
In addition, I have conducted intensive observational drawing exercises, 
drawing a number of elements in situ while simultaneously developing line 
drawing concepts and ideas that are directly drawn from the existing parts of 
the building. This way I have developed two sources through action, and the 
process of developing some ideas in situ had enabled me to take these 
experiments back to the studio and start comparing and analysing them 
against the photographic collection of the building. This provided me with 
knowledge, which is a combination of me and my artistic interaction with a 
new drawn object and those of concrete objects that have already been 
designed by another person. 
Although the essential sense of tacit knowledge can't be explained verbally, in 
this case my tacit experience has merged with concrete knowledge/existing 
objects. Although it is assumed that knowledge through experience is 
something that can not be taught and passed on to others, it is possible to 
suggest in this case when an object or an image emerged as part of this 
experience through action. the object turns into a learning and communicative 
tool. Action research is therefore seen as a way of extending knowledge. 
21 

As part of the design solution, ! have turned in effect the limitation imposed by 
the brief and the constraints presented by the building itself into a design 
solution that was accepted and therefore applied to the building. Perhaps it is 
useful to illustrate this theme in a different way. 
Ordinary people involved in their daily lives in homes and at work are 
continuously using knowledge and models too, for example, a small child can 
translate anything around him/her into models and then relate to it a growing 
number of other concepts. Eventually these models develop to contain the 
family, social life, values, and beliefs, which are useful in conventional living. It 
can be seen, this type of knowledge that has been acquired through 
experience is not inferior to scientific knowledge. However, the mode of 
presentation may be different. 
Marjo Rasanen 1993 suggests that when investigating a new object or a 
problem, a child typically alternates the sensory, the action related, and the 
conceptual viewing angles. After several iterations, the child arrives to a total 
and final experience of the phenomenon he is experiencing. Marjo Rasanen's 
concept relates closely to the process that takes place in a studio environment 
and the creative processes. 
The designer may start with simple drawings that develop gradually through 
trial and repetition to reach the point of a final experience. Alongside the 
experience emerges the visual image or object. The sort of practical tacit 
knowledge described above if developed would be considered the 
22 
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professional skill. This skill is often developed through the doing and action. 
The acquisition of this knowledge comprises a valuable source of information 
which is largely able to be articulated. 
However, it is important for us to distinguish between a tacit knowledge that is 
embodied in skills and can therefore be copied and imitated, and the type of 
tacit knowledge that can not be demonstrated so is very difficult to transfer 
and articulate. That particular aspect of tacit knowledge that can not be 
transferred and articulated is the type of knowledge I do not have the means 
to make explicit. Any attempt to articulate, describe or demonstrate this will 
fall short of a complete explanation. 
That this particular type of knowledge is contingent and varies from time to 
time according to the situation and circumstances. It is possible to argue that 
in this respect this type of knowledge is not fixed and is in a constant state of 
change and development. Its boundaries are blurred and it is extremely 
difficult to totalize it. It is in some ways similar to the idea of taste and 
pleasure. Some of it exists in the mind consciously while majority is sub 
conscious. Our tastes and pleasures change through experience, as do our 
perceptions. Those experiences are influenced by many factors, and our 
sensory perceptions can only be defined by the actual act of experiencing 
them. As a designer, I often ask the question, why did I make this decision, or 
why did I choose this colour, or why did I create that shape, with no real 
concrete answer. 
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-2.1.2 knowing how to do 
"Knowing how to", constitutes the relationship between the designer and the 
way s/he can design an object or an image. It is fundamentally based on the 
skills acquired through experience and passed on by a master. Those skills 
and the ability to produce designs can be applied in a variety of situations and 
in several instances. They can be considered and consistent with what might 
be described as the skill of the trade, which have strong relationships to 
tradition. 
Again, similar to knowing through experience, the majority of this type of 
knowing can not be presented verbally or by text, but the knowledge is 
intrinsic within the duality of object itself, that these skills are evident. In order 
to illustrate this, it is useful to bring in another example from my design work. 
In the Cultural Centre of Dalian Development Zone, I was able to make design 
decisions on the positioning of, for example, the lighting, based on my 
knowledge and skills. I was able to develop my ideas through drawings, and 
came up with design solutions in a straight forward way. My knowledge of the 
symbolic factors of the element and their significance, has informed my 
experience of visualization through drawings. These initial drawings utilising 
the symbol of Chinese traditional fans and the shape of the circular ceiling 
both are significant symbols within Chinese culture, carrying with them 
important meanings. The drawings of these two elements have been brought 
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into the computer and through the use of software; they have been digitized 
and transformed into a CAD drawing. The CAD drawing later was 
manipulated, stretched, changed and tested with different colours and 
materials. I have employed all parts of the tools and skills in order to complete 
the design. Combined with the drawing, the manipulation of the computer, 
know how and the creation of the environment together constitute what I 
consider to be essential for any design solution. 
It is important to note that the types of knowledge I acquired through learning 
from others, particularly through the concept of the 'master' shows how tacit 
knowledge can be transmitted. For example, art students have been 
traditionally taught through the imitation of masterpieces. By doing so, they 
have been able to acquire a version of the experience of making that object. 
Within this scheme of knowing, it is important to note that different ways of 
extending this knowledge is through development of design schemes, working 
with the builders and manufacturers and cooperating with other people 
involved in the project. So a reasonable understanding of other professionals' 
skills is imperative in developing interior design solution. 
2.1.3 Conceptual (theoretical) knowledge 
Conceptual knowledge is the kind of knowledge that may be transferred 
between situations and contains generally applicable and therefore valuable 
rules. In the case of interior design, through out my experience, this 
knowledge is supplied in the form of regulations imposed by the authority for 
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-the common good. It is made applicable to all instances in the same type of 
design work. For example an interior designer must consider a huge variety of 
imposed building regulations. Many elements in the design will have 
constraints and rules relating to areas such as electrics, heating, water, gas, 
fire exits, size of door opening, direction of the opening and so on, all 
contribute to variety of health and safety needs and all, in nearly all cases 
have an impact upon the design. It is not appropriate here to go through the 
regulations that might be involved in the interior design process but it is useful 
to indicate some more areas of concern. For example, the height of the 
opening of the window must be at particular height (1 m), the suitability and 
durability of the materials used such as structural types of woods, types of 
metal, different types of internal and external surfaces etc. Often innovative 
uses of materials or the use of new materials must go through rigorous testing 
and approval by appropriate authorities. Other areas of constraint are budgets, 
making use of other skill-based craftsmanship and manufacturing, planning 
and preparation, and so on. Most of this knowledge is available as hard 
information and is easily accessible. Unlike the creative process and tacit 
knowledge it can be readily expressed in words, through pre-existing models 
and can be printed as a report or a handbook. This can be taught in lectures 
or through textbooks and experts can develop its aspects based on concrete 
results. It is essential that we understand this third type of knowing in order for 
us to have a complete picture of the process of design. In addition to this, 
there are other historical and cultural aspects that should be considered. 
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In this section, we have explored three types of knowledge that substantially 
contributes to the way designers work and operate within a complex 
knowledge base. We have established that artists and designers primarily use 
intuitive approaches to their work essentially defined as tacit knowledge 
applied through skill-based abilities and concrete historic evidence that 
support their work. 
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3. Studio-based knowledge 
This section will introduce the actions that would take place during the 
development of ideas and designs. Based on the understanding of the types 
of knowledge we engage with as designers, it is appropriate at this stage to 
explore action research in that context. 
Jorgensen 1989 considers that personal experience is a principle way of 
generating new understanding of a particular problem. Through my design 
work, I have undertaken mainly interior design projects. I adopt the 
combination of the types of knowledge stated above and position myself 
within the model of action research which is a form of qualitative research for 
the collection and analysis of my data. Given that the data I deal are from 
visual, interpretative, and empirical sources, I use them as a strategy for a 
personal intervention. 
Action research is ultimately a form of self study, reflection, and self 
evaluation, with the fundamental aim to improve your self understanding in 
new situations and in addressing problems specific to the practice in specific 
contexts and situations. It is then made available and accessible to others and 
contributes to knowledge and understanding in broadly similar areas. Clearly 
in th;e context of this research it is a more appropriate method rather than the 
traditional approaches of social scientific enquiry in which one person 
observes another. 
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Practical development often emerges through experimentation, during the 
routine studio practice of experimentation, integration, intervention, and 
developing visual and pragmatic solutions to design problems. Generating 
these artistic projects has become the primary source of data. A combination 
of theoretical knowledge (regulations and other people's work) and visual 
manifestation of practical work as a tacit knowledge and the accumulation of 
skills have provided me with clear directions in my pursuit of lines of enquiry 
through practice. In this research I do not conduct a theoretical examination of 
my practice in relation to specific ideas generated by other authors in other 
disciplines such as history, cultural theory, linguistics, psychology of 
perception, philosophy and indeed the built environment. In stead I use many 
of these aspects as a resource and reference pOint, in order to validate the 
results of my studio actions. For example, I made good use of the Chinese 
ancient coin as an artefact. This artefact has a long history, philosophy, 
craftsmanship and politics, all of which could be pursued theoretically 
whereas my research builds upon such existing references and knowledge 
embodied in the object. I occasionally, however, interrogate the work of other 
designers, particularly in the design solution itself. Perhaps the solution and 
the interpretation of other designers' are not always apparent and traceable, 
the result could potentially be perceived as a new understanding. The 
practical investigation therefore overrides the theoretical in favour of 
innovation of design ideas and solutions. 
On reflection it is possible to point out that project-specific artistic/design 
development purports to assist the creation of a single work of art ( or a series 
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of them) by defining its goals and providing the conceptual model on which 
the design shall be based. The research is usually carried out by the designer 
who is relatively free to decide on its results, i.e. which goals and principle 
s/he will select as a basis for the subsequent designs. For the development of 
interior design comparable procedures are used, but there is the difference 
that usually clients have more influence in the content of the resulting design 
scheme and consequently the designer has less freedom to make decisions. 
In my case, I feel that the ultimate decisions have been left for me to make 
with some relatively minor alterations made according to the clients' needs. 
3.1 	Action research in the context of my studio work 
Dike 1992 suggests that the virtue of action research is its responsiveness 
turning unpromising beginnings into effective endings. It is appropriate at this 
stage to provide a definition of what constitute action research. 
According to Action Research Resources website ( www.scu.edu.au), 
"Action research can be described as a family of research methodologies 
which pursue action (or change) and research (or understanding) at the same 
time. In most of its forms it does this by 
• 	 using a cyclic or spiral process which alternates between action and 
critical reflection and 
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In the later cycles, continuously refining methods, data and 

interpretation in the light of the understanding developed in the 

earlier cycles. 

It is thus an emergent process which takes shape as understanding increases; 
it is an iterative process which converges towards a better understanding of 
what happens. ,~ ! I 
:1 
..
.
; 
In most of its forms it is also participative (among other reasons, change is 
usually easier to achieve when those affected by the change are involved) 
and qualitative. " 
I found Dike's commentary rather profound in the context of interior design 
practice, and perhaps in many other artistic practices that may involve relying 
heavily on the artists/designers personal experiences. Having been provided 
by the brief which is often broad in its nature, and the overall structure of the 
building, I feel I have been provided a blank sheet of paper with an enormous 
void to be filled and concepts articulated. By the time my pencil touches the 
paper the creative process begins to be articulated and it starts to materialise 
in visual data. It is often a response to thoughts, processes and influences, 
but that response in itself is not fully explainable, as to why this mark or shape 
has been made. This particular aspect and stage of practice-based enquiry is 
related strongly to the combination of the modes of knowledge stated earlier 
(knowing by experience, knowing how to do, combined with theoretical 
knowledgc~). 
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The understanding that would derive from this type of action research, aims to 
recognize the complexities of the situation under study. Within this model, I 
can broadly suggest that the artist/designer has become an active participant 
playing a major role in influencing the direction and processes of the research. 
I consider myself in this context as a leading participant. My position has 
affected and changed the path of my creative projects. 
Consistent with the field of interior design and in order to realize a project, it 
must involve the collaboration of a number of people and professionals, such 
as the client, engineers, architects, builders, craftsmen, the authority and 
other design assistants, but not excluding the users, public factor which is an 
external reflection after the design is complete. It is preferable to conduct a 
public consultation, with the users in order to gain this external reflection. 
Without this, it means sometimes that small alterations may be made but the 
major construction is unchangeable and reflections must be carried on for the 
next project. This suggests to me that a completion of a project does not 
represent a closure but opens up more questions and challenges that need 
answers and further understanding. During each project, I learn new things, 
new solutions and further development of an aesthetic sensibility. This new 
know/edge acquisition drives the direction of how to consider and interrogate 
the problems from the design view point. 
Working with others and developing dialogue between the various parties 
involved, the work becomes interactive and results in a fluid creative process 
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and problem solving that influence the outcomes and cuts across 
contributions from all parties. 
Due to the nature of interior design, the designer may arrive at the project at 
different stages in its development. For example, architects may have 
constructed the building, having already broadly decided how the interior 
should work in conjunction with the original designs of the architect. In these 
cases, it becomes increasingly difficult at times to draw a clear line to indicate 
the boundary between the architect's and the interior designer's ideas. If we 
assume that projects like these are broadly collaborative, therefore, the final 
project outcome would carry a collective identity which transcends the 
individual personal identity of the designer. It is not sufficient to position a 
designer as merely a participant but as the driving force behind the project 
inception, idea development, and progress towards the final decisions 
regarding aesthetic and practical design solutions. Further more, the designer 
is the generator of creative energy, carrying with them the knowledge 
acquired through experience (types of knowledge mentioned above). 
Therefore I can safely argue that other participants may provide richness to 
the project and influence its outcome but the principle designer drives the 
project and provides a holistic understanding that incorporates all the various 
components of the project. 
I
. , 
1 
In order to make this point clearer, may I offer an explanation through 
examples of my work? Let us take the case of ceilings that has featured in 
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most of my projects. In Dalian Commodity Exchange 1996, the circular ceiling 
is a powerful aspect of the design and is central to the design theme and the 
whole concept is driven by this feature of the ceiling. It is the most prominent 
and strongest element in the design. This decision has been based strongly 
on the popular cultural understanding of the circle in China and the meanings 
that are embodied within it. This contains significant Chinese cultural codes 
and references. This project was followed by other projects where the motif of 
the circular ceiling was developed and maintained various qualities from the 
previous project. In 2000, I have took on two other projects, Dalian Marine , 
, J 
Centre Development and Fortune Business Hotel, both have featured circular , 
I 
ceilings, but I have broken the regularity of the circle by positioning a cross I 
line turning it into four sections. This signifies a shift towards breaking away 
from the pure circle. Furthermore in the Marine Centre I have moved away 
completely from the curved lines and have adopted straight lines and an 
angular approach, creating an octagon-shaped ceiling. This shape also has 
significant meaning in Chinese tradition. This marked an important technical 
and aesthetic departure for me while maintaining specific cultural links to 
Chinese traditions. 
I was able to innovate and build upon my design solution experiences through 
reflection and responsiveness. I have adopted cyclic action research to reach 
this point. Whereby I have to take similar steps in the creative process and 
make them recur in a similar sequence (please refer to Diagram 1). This has 
helped me to decide how to develop the next circle using reflection in action 
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Act Act 
Plan 
while new interpretations have evolved. This approach when repeated has 
enabled me to test, challenge and refine my objectives. 
Critical reflection 
Observe 
Plan and intend Synthesis 'I -~ 
Proposal I 
I 
Diagram 1 
Using this method, I was able to develop and progress my work more 
effectively. For example, a few years later in 2005, I completed three projects, 
Win Chan Hotel, Bank of China Branch, and Dalian Port Container Terminal. 
In the project of Bank of China Branch, the circle has been diminished and 
become a part of the overall structure of the ceiling, enabling this is the use of 
Bank of China logo (please refer to project description). In Win Chan Hotel, 
the circle has been distorted whilst maintaining the feel of a circle. In contrast, 
in the Dalian Port Container Terminal project, the ceiling of the meeting room 
was inspired by the shape of a ship, and there are no references to a 
complete circle in its visual manifestation. 
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In this section we have established that action research and more specifically 
the cyclic process is highly compatible to processes I use in my practice. The 
next section will provide a brief description of each of the 13 projects involved 
in the submission. 
4. 	Descriptions of the work 
It is appropriate at this stage to introduce the project descriptions 
accompanied by illustrations. This should be read in conjunction with the rest 
of the submission. 
4.1 	Dalian Atland Club 
Completion: July 1994 
Theme and Brief: This project is a place of leisure and entertainment, such 
as dancing and singing etc. It requires unique visual imagery and an 
atmospheric setting as well as integrating existing functional architectural 
features. 
• 	 Function and Design Solution: The structure of the building is a large hall 
supported by a number of internal pillars. The design integrates the 
existing structural elements through the creation of a central circular space 
that contains a dance floor and provides a central focal point. The pillars 
have been used to delineate the boundary of the space. The relationship 
I 
J 

36 

between the pillars and the circular dance floor creates an identifiable, 
accessible space that can be easily entered by those who wish to dance 
and at the same time enables people to circulate around it. The dance 
floor is also designed as a focal pOint that incorporates a painted ceiling 
featuring clouds on a black surface that gives an illusion of infinite distance. 
The halogen spot lights scattered in the ceiling represent stars providing 
ambient lighting and reinforcing the effect of a night-sky. The intention of · ·• 
this design is to create the sensation and atmosphere of external space 
within the hall. Taking consideration of post-modern developments in 
.\ j 
architecture as a global phenomenon, the design utilises an incomplete or 
'ruined' roman pillar that reveals a layer of traditional Chinese fabric. The 
design has attempted to use a contrasting duality in its approach, the hard 
marble pillar against soft silk fabric and European Neo-classicism 
alongside Chinese traditional fabric art. This combination of materiality, 
space and visual effects together offers the user a playful and exciting 
experience, in keeping with the purpose of the building. 
'I 
Elements of Chinese Tradition: 1. A cloud-shape pattern drawn from I 
traditional Chinese paintings 2. Traditional Chinese printed fabric 3. Black 
colour traditionally signifies the unknown distant world. I 
J 
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-4.2 Dalian Commercial Trading Centre 
Completion: February 1996 
Theme and Brief: Dalian Commercial Trading Centre is one of the three 
largest commercial trading centres in China and the only one in the 
Northeast. The client brief is to create an environment that would facilitate 
business gravity and fair trading. It has to be welcoming, solemn, 
business-oriented and accessible. 
Function and Design Solution: I have divided a variety of solutions to fulfil 
the need for space to be used by the public and traders simultaneously. It 
has to be attractive, both to the businesses whereby they can feel that this 
centre is where they should situate their headquarters as a trusted venue. 
The public should feel and in the trust that this building projects. Again I 
have utilised the circular ceiling as a traditional symbol that is deeply 
rooted in the Chinese culture. Its symbolic qualities such as perfection, 
luck, wealth and success are immediately understood by the businesses 
and the clients. It projects an official air about it, particularly in the way the 
furniture is arranged, reflecting the circular ceiling. Also within that 
arrangement, there is a sense of a central point created by the semi-circle 
table positioned in the middle of the main trading hall. In the entrance hall, 
we are able to walk on a marble patterned floor in black and white. The 
pattern is bold and imposes a sense of underlying order. 
41 
Elements of Chinese Tradition : i .Circies represent unity, perfection, luck, 
wealth and success . 2. Repeated patterns and shapes evoke a sense of 
infin ity. 
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4.3 Dalian Port Management Bureau 
• Completion: January 1996 
• Theme and Brief: Built in 1936 during the Japanese occupation of Dalian, 
this building was used by the Japanese as a police station. The brief was 
to restore the interior and redesign major parts for new use as a port 
management bureau. It was very important to keep the coordination 
between the interior and the exterior of the building. As it is a government 
official building, it is essential that it maintains the gravitas of a governing 
body. 
J 
) 
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• Function and Design Solution: As it is already an existing building with its 
own design solution, it was difficult (and undesirable) to interfere with the 
original design from a structural point of view. The building presented me 
with variety of different dilemmas. On one hand, the building needed 
restoration, and on the other, it needed a change of functionality while at 
the same time maintaining its architectural identity. I did not alter the 
majority of the interior structures, but have made radical design 
interventions while maintaining a sense of harmony with the existing 
design. I have introduced modern elements that are coordinated both in 
terms of colour and shapes and become integral to the design theme that 
already existed. I have decided to do so as I didn't want my design marks 
to be seen as an imposition on the interior, but rather be an integral part of 
it. For example, I have reintroduced natural wooden panels in the corridors 
46 
and the management room up to the height of the doors. A new circular 
ceiling has been introduced in the management room, although it is not a 
complete circle, the pattern created gives the illusion that the circular 
ceiling is complete. A large scale Chinese traditional ink painting was 
positioned at the central wall of the room. This piece has become a focal 
point and its natural forms contrast with the angular interior. The use of 
light and colour was introduced in the main lecture hall. The colour themes 
are primarily functions as changing environments. 
Elements of Chinese Tradition: 1.Circles represent unity. 2. Chinese 
traditional ink painting 
47 
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4.4 Dalian Nature Museum 
• 	 Completion: May 1995 
• 	 Theme and Brief: Theme of this project is to create a space that is able to 
host exhibitions and collections related to the sea and marine life. The 
majority of those exhibitions and collections are creatures, plants and 
other sea life. The design has to contain two elements: aspects of nature 
and Dalian sea culture. 
• 	 Function and Design Solution: I have utilized natural clay bricks on the 
walls which vary in colour and texture, against polished granite. Although 
both materials carry different qualities, assembled together the granite 
seems to have more common elements with the rest of the space, 
particularly with the ceiling. The ceiling is smooth and lit in a way that 
emphasizes its shape, allowing the clay bricks to become more prominent 
and give the feeling of a solid wall. The earth colours and structure of the 
wall are suggestive of the land and its comforting solidity. The ceiling on 
the other hand is created out of repeated shapes that mimic the sea waves. 
• 	 Elements of Chinese Tradition: 1. this project has utilised local traditional 
clay bricks, and the waves of the ceiling is a modern interpretation of sea 
waves. 
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4.5 Dalian Fortune Business Hotel 
• 	 Completion: August 2000 
Theme and Brief: This is the first hotel in Dalian and its main aim is to 
cater for and attract a mainly business orientated clientele. The hotel 
should project an environment of elegance, uniqueness, modernity, and 
practical ity. 
• 	 Function and Design Solution: The main entrance hall/lobby is designed 
specifically on the basis of reflection. The circular ceiling which embodies 
in it a traditional meaning of completion, luck, and unity. The polished 
marble floor features a circle that reflects the ceiling representing a bright 
future. A large-scale colourful mural constructed from Tiffany glass has a 
fluidity of forms and colours contrasting with the angular hard edged 
ceiling. The translucent colours of the glass are also reflected in the 
marble floor. The integration of these contrasting elements is referencing 
an international postmodern approach to interior design. Again, many 
rooms in the hotel feature the round table and the circular ceiling above it. 
The circular ceiling also becomes the source of the light while maintaining 
its traditional connotations. The dining rooms in the hotel restaurant 
feature a particular type of carpet specially designed in two colours: green 
and red. This combination of colours has a special meaning in Chinese 
tradition: wealth and celebration. 
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Elements of Chinese Tradition : 1.Circular ceilings and floor . 2. Red and 
green combination of colours. 
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4.6 Dalian Port Business Development Co., Ltd. 
Completion: Feb. 1999 
• 	 Theme and Brief: the client has provided a very brief outline as to the 
direction of the new building, given that the skeleton structure of the 
building has already existed as part of the architecture and engineering 
plan. The design solution should focus on functional office areas, reception 
areas and a general visual identity that would positively reflect the 
business of the company. 
Function and Design Solution: the existing structure provided me with 
various opportunities. The entrance of the building was indicated as part of 
the structure, primarily as to which direction it should lead to. The precise 
position, the shape, material, and angle were fundamentally decisions for 
me to make as part of my design solutions. For the entrance and the 
interior entrance hall, I have decided not to use the circular shape but to 
utilise a theme based on angles. I have used a balanced and symmetrical 
design based on the restricted space that opens out the space and 
suggests a classical sense of order. I chose to use glass and wooden 
frames that play with an interaction between interior and exterior space ­
again this helps to open the space out. It is also intended to be welcoming 
and formal at the same time, this is reinforced by the inset. The theme of 
continuing angler lines is echoed and reflected on the main ceiling. 
Although it gives the impression of being circular or curved, it is in fact 
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based on an octagon shaped and is formed from sharp angular lines. At 
the same time, I have maintained the use of strong angles in the 
background of the foyer reflecting precisely the entrance lines and 
structure. I have used wooden structures throughout the building to create 
a sense of warmth, and created the basic shape of the classical Chinese 
window. All together the angler line designs and the way they echo each 
other, the use of glass, the warmth of the wood and the mix between 
carpet and marble flooring combine an international post-modern 
approach to design while at the same time using formal elements in the 
use of materials and forms that are familiar in traditional Chinese 
environments. 
Elements of Chinese Tradition: 1. Classic shape of Chinese window 2. 
Octagon-shaped ceiling very popular in Chinese culture, related directly to 
a lucky and prosperous number eight. 
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4.7 China Bank of Agriculture Development, Dalian Branch 
• Completion: February 1998 
Theme and Brief: This is an architectural design project. It is a national 
business bank. The brief consisted of key aspects such as relevance of 
the architecture of banks. The building has equal sides with consistent 
solid feel. 
Function and Design Solution: The inspiration of this building was based 
on the ancient Chinese coin. It is a circular coin with a central hole in the 
shape of square. The coin also features four small Chinese characters 
which states the year of the minting of the coin. The square has become 
central element of the design, in fact, the building base is square. As for 
the design solution, I attempted to create a solid base in the shape of 
square, representing equal sides and influenced by the ancient Chinese 
coin. The building is structured in pronounced vertical columns and laced 
by horizontal sections, creating equal window openings and repeated to 
create the overall structure of the building. There is only one side that has 
featured a slight break to the pattern, which is the entrance. I have also 
ensured that the tree at the front remained intact, the tree suggests 
stability and age. The shape and simplicity of this building suggest 
classical architecture while at the same time being clearly new and 
modern. Although this project is not an interior design scheme, it is 
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however a project that I have completed and the source of inspiration is 

very much embodied in ancient Chinese culture. 

Elements of Chinese Tradition: 1. Ancient Chinese coin . 
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4.8 Cultural Centre of Dalian Development Zone 
• 	 Completion: December 2005 
• 	 Theme and Brief: Located in the heart of Dalian Development Zone, the 
Cultural Centre is the biggest public project since the establishment of 
Dalian City and is one of the most significant buildings in the Zone. 
Therefore the project theme is to represent Chinese cultural values both 
traditional and modern, and embraces sympathetic and functional space 
for display of artefacts of contemporary culture. 
• 	 Function and Design Solution: Fans are highly significant Chinese symbols. 
The ceiling features Chinese 'fans' waving in the wind. A number of 
materials and shapes have been used in the library hall section, such as a 
circular ceiling and black marble pillars. Both are significant symbols in 
traditional Chinese culture. The circle and black marble mean unity, 
friendship and strength. This also may be interpreted from an ideological 
stance. The visual layering of the walls in the coffee bar, again create the 
illusion of the Chinese fan. The ceiling of the large reception hall also uses 
the 3 dimensional form of the fan in a repeated pattern to indicate infinity. 
This is the party hall. A bright red has been used strategically as an 
integral part of the wall. The colour red has a profound significance in both 
traditional and contemporary Chinese culture. The meaning ranges from 
happiness, celebration, fortune and political unity (communist party colour). 
In the small theatre the use of black and white on a bright red background 
66 
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and colourful seating provide a vibra.nt environment, suitable for 
contemporary performance and displays. The large public theatre, on the 
other hand has a different function and corresponding atmosphere. It is a 
celebratory space used for parties and festivals, the use of fan shapes and 
waves create a sense of movement and rhythm. The waves were also 
chosen in recognition of the fact that Dalian is a coastal city. 
• 	 Elements of Chinese Tradition: 1.Circles represent unity. 2. 'Layered fan' 
pattern is a traditional textile design. 3. The colour black traditionally 
signifies unknown distant worlds. 4. Bight red has many positive traditional 
meanings as well as its status as a political and national colour. 
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4.9 	Dalian Port Container Terminal Co., Ltd. 
Completion: August 2005 
• 	 Theme and Brief: Dalian is a very distinguished port and a large 
proportion of its economy is represented through shipping. The brief of this 
building is to reflect the work of the shipping/container company who 
provide services for the shipping industry. They required a business­
relevant modern building that would include stylish office areas and 
receptions that should be functional and at the same time should reflect a 
unique and modern image of the company. 
• 	 Function and Design Solution: I was given the task to design both the 
architectural structure of the building and the interior design solutions. At 
the outset of this venture and consistent with the brief from the company, I 
have limited the materials I use for the sake of simplicity and maintaining 
cohesion in the building's overall appearance. I have chosen to work with 
the exterior of the building using aluminium board, stainless steel, glass 
and granite as the main materials. The use of these materials combined 
with a simple structure puts the visual emphasis towards the entrance 
corner. It has curved glass doors reflected in the structure of canopy 
above the doors. The building has been given a circular roof. The corners 
of the building are of granite while the body is mainly glass. The building's 
exterior is supposed to reflect an orderly image that gives unique identity 
to the building a.nd the therefore the company. As to the interior, I have 
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created an entrance hall that leads to a focal point with navigation 
elements embodied in the ceiling and the floor. It reflects a type of 
distribution from one point outwards to different degrees. At the entrance 
hall I have placed high walls with textured stone that reflect the history, 
prominence and reliability of the company. I have utilised Chinese black 
polished stone as an inlay material for the floor. In the office area, I have 
kept the offices and board rooms rather simple and provided spaces for 
electronic displays and static art works. Each office has been considered 
carefully so it has access to natural light and is harmoniously proportioned. 
In the main board room, I have continued to develop the idea of the 
circular ceiling. In this case, I broken the circle into two intersecting curved 
lines that create the leaf shape, suggestive of a boat. This ceiling has 
relevance to the work of the company but also provided me with an 
opportunity to experiment my preferred circular forms. 
• 	 Elements of Chinese Tradition: 1. The developments of Chinese circular 
ceiling 2. Chinese black granite 
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4.10 Bank of China, Liaoning Province Branch 
Completion: November 2005 
• 	 Theme and Brief: Built in 1909 by a Japanese architect during its 
occupation to Dalian, it was designed as a Japanese bank. It is one of the 
most important buildings from its period in DaHan city. It is positioned at 
the heart of the city centre, very close to the Zhongshan square. The brief 
is a modernisation for use as a Bank of China branch. It should maintain 
much of its interior character whilst at the same time bringing it up-to-date. 
• 	 Function and Design Solution: the use of the building has not changed 
fundamentally. It used to be a bank and the future use is also going to be a 
bank. In this section, I will focus on the use of the logo that is derived from 
an ancient Chinese coin that features a circle and a hollow square centre. 
Although I use a variety of materials, thematic design applications, and 
space division appropriate to its use, the central focus of this project is the 
ceiling. In this case, I use the logo of the Bank of China as a 3-dimensional 
form in the floating ceiling. This refers to the embossed characters on the 
coin. Breaking the shape of the circle through the use of the inherited 
shape of logo of Bank of China, I am able to articulate the circle in a more 
diverse way through the negative and positive areas created by the 3­
dimensional form of the logo. The logo has featured as motif in several 
areas throughout the building including the reflections on glass. The 
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building is designed to be spacious, allowing large numbers of people 
movement whilst having seating areas for formal and informal meetings. 
By asserting the logo and using it intelligently and integrally into the 
building, I was able to emphasize the sense of ownership and its change 
of hands from the Japanese to the national Bank of China. This is not only 
important from the view point of national pride, but also to encourage 
business loyalty. 
Elements of Chinese Tradition: 1. Ancient Chinese coin representing 
money. 
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4.11 Win Chan Hotel 
• 	 Completion: January 2005 
• 	 Theme and Brief: client wanted to create a hotel with a strong sense of 
cultural reference, introducing traditional architectural elements with a 
contemporary approach. 
• 	 Function and Design Solution: the main concepts that I have engaged in 
the preparation for the design of this hotel has involved a collection of a 
large number of Chinese motifs that are readily available and familiar to 
the masses. For example, I have used the reception area as a gate or a 
large entrance. The reception desk that crosses the area is covered with 
polished stainless steel that reflects its surroundings. Inspired by the 
Chinese calligraphy and the brush movements that it creates, I have 
created a shape that starts as a circle but continues and flows beyond the 
geometric limits of the circle. Using specially designed lights, I was able to 
turn the ceiling into a massive alternative chandelier. In the restaurant area, 
I have introduced two more elements that are central to the design theme. 
The introduction of the traditional "moon door" with a wooden frame, 
placed on a glass wall gives the impression that the frame is free standing 
and the transparent wall divides the space without blocking sightlines 
thereby enabling the moon structure to stand out. The ceiling however, 
was based on the ancient primitive belief that the world is rectangular and 
the sky is round. The rectangular ceiling has been used intensively in 
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ancient architecture. At the centre of each rectangular ceiling motif, I have 
placed a modern interpretation of a royal Chinese lantern. Similarly, the 
carpet design features predominantly two colours of red and gold, also 
significant reference to Chinese ancient tradition. 
Ceilings featured elsewhere around the building are varied in shapes. For 
example, semi-circle has been utilised in a main lift area, reflected on the 
floor similar shape, creating a focal point of the doors of the lifts. 
Elements of Chinese Tradition: 1. Chinese traditional "moon door" 2. Red 
and gold colours 3. Royal Chinese lantern 4. the ancient belief of 
rectangular world 
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4.12 Main Building of Dalian Institute of Light Industry 
• 	 Completion: October 2004 
Theme and Brief: A university teaching and administration building, the 
facility should be seen as learning and educational environment with focus 
on its academic achievements and a sense of history and culture of a 
modern university. Also it should be used as the opportunity to elevate the 
new university title. 
• 	 Function and Design Solution: the overall structure of the building is large 
scale construction that stretches across the hill. linking various blocks 
together in a harmonious way, while creating a central pOint where the 
main entrance building is positioned. I have undertaken the quantitative 
data of services that should be provided into account and found spatial 
solutions, whilst providing aesthetic solutions to a major structure. The 
structure aims to accommodate academic activities and research. On the 
exterior of the building, I have used shale stone as the main material. This 
material is local to this part of China, and lends it a sense of place. At the 
entrance, I have used glass and stainless steel that contrast the natural 
stone. In the interior, I have mainly used local bricks in three different 
colours, black, white and grey. I have created simple, spacious and lively 
space divisions. Using variety of different surfaces that accommodates the 
users, including data projection and LCD screens. In the central hall of C 
district, for example, I have used an alternative way of dealing with the 
97 
ceiling, more appropriate to a modern purposed built environment. 
Therefore I used regular waved shapes that would represent the seaside 
city of Dalian. The shapes of the ceiling created a young, lively and 
contemporary feel to the entrance hall. 
Elements of Chinese Tradition: 1. grey ceiling and white wall 
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4.13 Dalian New Harbour Business Building 
g 
Completion: 
Theme and Brief: It was noted that this building is a landmark site in the 
Da Vao Wan District of Dalian City. It is a business complex that includes 
variety of different operations associated with finance, business 
management, conference facility, offices and tourists attraction, particularly J. 
as a high point (28 stories) to be used for viewing the city. In addition to 
this, this building should represent a particular image for the region. 
Function and Design Solution: I was interested in creating space in this 
context that essentially emphasizes the uniqueness through simplicity. I 
use office area as a modern and relevant office space meeting all the 
requirements for their business needs. The completed design offers 
comfortable and homely environment that helps to enable friendly working 
atmosphere. In the north entrance hall, I have introduced curved recess 
ceiling complimented with lines creating an oval-like shape. This has also 
been reflected on the flooring. By doing so, I have softened and created 
illusional space away from the original structure. The movement of people 
may be guided, in this case, visually. The space feels varied in this 
combination of shapes, light and spacious in terms of colour and lighting, 
rich and exciting in terms of the way the public would interact with it. 
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The top floor was designated for viewing spot, as well as recreational area. 
For that purpose, I have created gardens and wall path, seats and 
benches and glass walls that imitate a garden, which would help people to 
relax and unwind. In the main reception room, I have focused on the ova; 
recess ceiling, in order to add interest and excitement to the space. I have 
also introduced large block design that presents layers and textures into 
the wall space. The oval-shaped ceiling gives people the feeling of 
togetherness and uplifting. 
Elements of Chinese Tradition: 1. Development of circular shape 2 . • 
Chinese garden 3. Grey and white colour 4. Natural wood 
~Ol 
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5. Conclusion 
The purpose of this research has been to identify and undertake design 
solutions across various interior design projects during the last ten years with 
a particular emphasis on investigating and exploring certain elements such as 
the circular ceiling in the context of Chinese traditions and contemporary 
international interior design. This involved enquiries into a variety of aspects 
that have influenced distinguished ceiling designs. In addition to identifying 
and using specific cultural elements I have attempted to incorporate them into 
contemporary post-modern design approaches. The research revealed that 
contemporary interior design as it emerges through my practice has moved 
away from direct depiction of tradition into contemporary interpretations as 
formal abstracted elements. The research also indicates a stage of 
development in Chinese creative artistic progress and demonstrates that 
interior deSign is a relatively a new phenomenon as an independent form of 
artistic design expression. The four stages that have been identified are as 
follows: 
Accumulation ~ being faithful to tradition 
• 	 Imitative ~ duplicating or even copying from the West 
• 	 Re-evaluate ~ reassess the value and essence of Chinese traditions 
Cultivate ~ positioning Chinese design with global competitive edge 
Although I put forward the thirteen completed projects as a conclusion to a 
practice-base enquiry and that the work itself should be sufficient as an output 
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with concrete evidence of live objects used on the daily basis by people. 
However, for the purpose of this submission, I am able to provide additional 
conclusions that the complete design work is unable to provide in an explicit 
way. 
An investigation of tracing back the actions taken in a studio design base has 
revealed compatibility with relatively new research methods that are 
consistent with my design concepts and actions. This was based on the 
paradigm of action research with particular emphasis on its cyclic nature, 
employing each step of the cycle as a critical refection. The reflection led to 
the next stage of planning and further design action. It has become apparent 
that short, multiple cycles allow rigour to be achieved. I have also discovered 
that effective action research requires the researcher to be aware of the 
different types of knowledge and understand its concepts and origins. I have 
also discovered, that design solutions depend upon the influence of the 
participants and those affected by it. However, this did not involve them in the 
direct research process and did not participate as equal partners. The cyclic 
approach has resulted in va.rious design solutions for ceilings and substantial 
developments of the circular ceiling towards abstracted formal elements that 
have integrated other site-specific forms i.e. boat/leaf or logo. 
5.1 Suggested further work 
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As it has been said through out this text and the accompanying illustrated 
projocts. that the cn:JativG processes I have utilised has involved a particular 
res(;arch methods. It has helped me to develop my work without reaching the 
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